Riverside Chaucer, since iron was associated with the god Mars, and tin with Jupiter, the passage above would seem to "imply that Mars controlled and directed Jupiter in the Aeneid " (Fyler 988 ). The present paper, however, proposes an alternate reading, namely, that the pillar's implicit allusion to Mars and Jupiter-divine figures of war and of kingship, respectively-reflected on Virgil as a Roman imperial mythmaker, and, hence, on the service that he rendered Caesar Augustus, the first ruler of the Roman Principate.
Focusing specifically on the implications of Virgil's statue and the tinned-iron pillar on which it stands, The House of Fame appears to be shaded by Chaucer's awareness of Virgil's importance, not only as the producer of a classic work of epic, but also for Virgil's contribution, through that act of writing, to the Roman imperial myth which contributed to the prestige of his patron, the princeps. It, thus, builds upon Larry Scanlon's observation that "one need look no further than Virgil's Aeneid to suggest that Roman notions of the poetic auctor were intertwined with auctoritas in its political sense" (Scanlon 45 ).
While Chaucer himself observes that it was Virgil "That bore hath up a long while/ The fame of pius Eneas" (1484-85) , historians have noted the political dimension of Virgil's work, describing the author as "a conveyor of imperial ideology," and ascribing to him a defining role in the establishment of the Roman "cult of emperors" . It is precisely with regard to such intersection of literary authority and the conferring of political authority-indeed, in terms of Chaucer's oft-noted, and certainly ironic, use of the term auctorite-that Chaucer comments most incisively on Virgil.
The Aeneid served the prestige and political interests of the man to whom it was dedicated, Augustus Caesar, founder of the Roman (Imperial) Principate, which superseded the Roman Republic following decades of civil wars with an authoritarian, monarchical system; historians of that era, including Suetonius (Lives of the Twelve Caesars) and Tacitus (The Annals of Imperial Rome), like Dio Cassius, writing a century after them, agreed in "regard(ing) Augustus' political arrangements as basically monarchical and his claim to have restored the Republic as insincere" (Hammond 140 ).
Essential to the maintenance of this political balance, the emperor needed to manipulate an ideological discourse, which, following his elimination of such rivals as Marc Antony, centered on the concept of auctoritas-the basis of origin of the English "authority," and Middle English "auctorite"-which carried the particular sense of prestige and influence. Thus, in Augustus' deathbed account of his achievements, the Res Gestae Divi Augusti (ca. AD 14) , the ruler distinguished between the concepts of auctoritas (prestige; influence) and potestas (power), insisting that, although, during his long life at the apex of Roman society-holding many official positions, some repeatedly, over the years, including the (shared) consulship, alongside other members of the patrician class-he had "excelled all in influence," he had never exceeded his colleagues in "official power" (Augustus 34.3).
In reality, Augustus had fought his way to the top as the adopted son and political heir of Julius Caesar-the assassinated would-be king, whose politically viable deification in 42 BC, two years after his death, earned Octavian-later to be known as Augustus-the prestigious title of "divi filius" (son of a god), an honor also noted in a prophetic episode in Virgil's Aeneid (171) 2) .
Paradoxically, at the same time, Octavian successfully exploited Roman xenophobia to eliminate his former ally Marc Antony, occupied in Egypt and Rome's eastern provinces, who was denigrated as an Oriental despot, and described as deprived of virtu both by his adoption of Dionysian iconography and an overindulgence in wine , and also by allowing himself to be seduced by the Egyptian Cleopatra, and having children by her while abandoning his Roman wife-Octavian's own sister . That the deified Julius Caesar himself had not disdained Cleopatra, and, in fact, had also a son with her, named Caesarion (47 BC-30 BC)-whom Octavian was politically astute enough to dispose off-was also conveniently omitted in the Res Gestae. So, too, the fact that, initially, following the assassination of Julius Antony is mentioned no more-certainly not his suicide. Rather, the defeat is presented as the will of an incensed pantheon of the gods, and personalized in the figure of Cleopatra, who, like her host, flees "in terror" (231). Her death by her own hand, so suggestive of that of Dido, is likewise left unnoted, the last image of the queen being a reference to the bountiful Nile "spread(ing) … his mantle … to bring a beaten woman home" before the triumphant entrance of [Augustus] Caesar-welcomed, as if he were a liberator rather than a foreign invader-in "Streets … loud / with gladness, games, rejoicing" (231).
The conflict between the triumvirs was evidently unsuitable for the type of persona which the princeps desired to cultivate as a patron of the Roman people.
Having said this, however, it is something of a commonplace that Virgil also evoked Antony and Cleopatra, and alluded to their conflict with Octavian in Book IV, which deals with the relationship between Aeneas and Dido, the widowed Queen of Carthage, whom Aeneas leaves, at the end, in quest of his divinely appointed mission to found a new city with his fellow survivors from Troy. There is, in fact, a verbal echo in Virgil's epic that associates Dido and Cleopatra, each said to "grow pale with future death" (Segal 7). 3) Dido, as an analogue of Cleopatra-both being, in one scholar's description, "utterly incompatible with all Roman ideals of family and social life" (Fowler 190 )-tempts the proto-Roman hero to forget his duty and destiny and to yield gentle feeling and desire-whereby Aeneas threatens to become the Antony of Augustan propaganda, but ultimately resists the temptation, implicitly reasserting his analogies with Octavian (Parry 66) . Similarly, the "discord" raised by Aeneas's initially sympathetic, charismatic rival, the native-Italian Turnus, who breaks the peace treaty between his people and Aeneas' Trojan settlers, and is finally killed by Aeneas, has been identified as "a clear 3) Segal cites Aeneid IV. 644 and VIII.709. analogue" of the historical "civil war 'stirred up' by M. Antonius, the virtuous suppressor of this seditio being Augustus" . Thus, as is usually the way with allegory, ambivalence and multiplicity operates, making Aeneas both Augustus's ancestor, and, at times, the emperor himself (Parry 64) . In this regard, while Kimberly Bell perhaps overstates the case in labeling Aeneas "a mirror image of Augustus Caesar" (Bell 14) , she is undoubtedly justified in stating that "Virgil draws parallels between the actions of his hero in founding a nation and the princeps Augustus, who rebuilt Rome following generations of civil unrest" (Bell 20) .
The most significant exception in the Aeneid in terms of direct praise of the emperor and other references to contemporaneous events is found in Book Clearly, the title of pater patriae deployed a culturally time-honored notions of patronage and of the figure of the benefactor as a figurative father, but there is also a Virgilian angle, as Augustus's analogue-ancestor, in the (original, Latin) Aeneidos is dubbed "pater Aeneas" 17 times. 4) Appearing at least once in eight of the books in the epic, its absence in the remaining four books is arguably not fortuitous, but, rather, emphasizes particular values associated with the person of Aeneas as a "pater" to his people-and, hence, to the Romans. By extension, it also implies the values that the Aeneid's dedicatee, Augustus, wanted to be seen to favor or reject in the course of a lifetime of self-construction, which was to culminate decades later when he wrote the Res Gestae (ca. AD 14).
Firstly, Book IV is devoted to the Dido-Aeneas material, which, as discussed above, represents fears of the hero's deviation from his greater journey, and higher duty to his own people-faults attributed to Marc Antony, and publicly condemned by Octavian/Augustus.
Book VI, in turn, shows us a solitary hero, in the Homeric style of heroism, who, indeed, travels to the underworld like Odysseus, where he meets his father's ghost, a fact which links him to the past, and also hears prophecies of Rome, whose first figurative father he must yet become. On a different note of considerable relevance to Augustus's own transition from victorious warlord to founder of the pax Romana, Books VII and X are heavily devoted to the war between the Trojans and the native people of Latium, where the absence of the epithet "pater Aeneas" arguably reflects on war as a regrettable negation of the opportunities of peace both at the level of the community and in terms of the individual's capacity for benevolence, conceived in clearly parental, or paternalistic terms. In the Aeneid, in turn, the filial dimension of Aeneas' character is illustrated firstly in the emblematic image of the hero-as-exile, who leaves Troy behind with a small band of survivors, physically bearing his aged father upon his back, the impression of his piety reinforced by his words to Anchises:
"'Climb to my shoulders, father, / It will be no burden, so we are together, / Meeting the common danger or salvation'" (56). In addition, the fact that he also leads his son Iulus by the hand, further emphasizes his sense of obligation to the destiny of those survivors.
Suffice it to add that Virgil labeled Aeneas "pius" seventeen times-in such forms as "Atpius Aeneas" (Aeneidos I. 305), "sumpius Aeneas" (I. 378), "quampius Aeneas" (VIII. 84), and so forth-while piety, generally also in relation to the hero, appears in the forms of "pietatis" and "pietate" another 22 times. By the same means, in his own self-praise in the Res Gestae, Augustus evoked implicit parallels with Aeneas by boasting that he had been rewarded (in 27 BC) with the title of "Augustus" for his supposed "service"
to the "Republic," to which he added: "a golden shield was placed in the Curia Julia whose inscription testified that the senate and the Roman people gave me tinned iron is, therefore, apt, yet, arguably, an ironic transference-from patron to client, and it aptly describes the transformation of Augustus from martial conqueror to benevolent, kingly figure, establishing "the way of peace" (173) for which he was indebted to Virgil.
To continue with Chaucer, it is, notably, the "piler," rather than the poet's statue, that is of "tynned iren cler" (1481-82). The pillar-the phallic column of which the classical world was so fond-could well function as a symbol of Virgil's epic contribution to the empire. Furthermore, in a telling contrast, it is Ovid's statue, standing beside that of Virgil, and not its own pillar-that is made of copper: "And next hym on a piler was, / Of coper, Venus clerk
Ovide" (1486-87).
As is well-known, Chaucer had a distinct affinity for Ovid Bevington's observation that "although much of the narrative content and epic machinery" in the House of Fame "comes from Virgil, it is especially Ovid who provides the tone of poignant sympathy with man's misfortune," and that Chaucer followed Ovid both "in observing life from a detached, humorous, and occasionally sardonic point of view" and in his interest "in the emotions and personal experiences of his characters," such as the tragic heroines, rather than in such things as "the gods … Rome's destiny" or "military wars" (Bevington 294). 6) Also appropriately, copper (Latin cuprum, after Cyprus, classically rich in the metal, and mythological birthplace of the love goddess) was "Venus's metal" (Riverside Chaucer, 366n1487; with reference to Chaucer's "Canon's Yeoman's Tale," l. 829), which, hence, emphasizes Ovid's role as a poet of love. Indeed, Cleopatra receives "hir deeth … with good chere, / For love of Antony, that was hir so dere" (701-2).
The term auctoritas-so central to Augustus's pronouncements in the Res Gestae-is, evidently, the basis of the modern word authority, but was closer, 
